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Abstract 
This paper explores the development of Rokoko, a small niche theatre group concerned with 
re-inventing animation by way of advancing on motion-capture technologies, and which 
today moves towards extending their reach into the commercial landscape.  By taking the 
socio-technical approach of Actor-Network Theory to the development Rokoko, a re-
thinking of translation is introduced called Translation Intensity, and as an analytical tool it 
encapsulates the former and presents Rokoko as a result of a particular sequence of network 
translations.   
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Introduction 
The notion of a theatrical performance is often subject to a progressive attitude 
regarding the wish to entertain and spread knowledge to the masses. Ever since 
storytelling first positioned itself within society as a communicative practice, it 
has become a platform where newfound technologies could be exercised in 
furthering its aim to captivate audiences. Such an evolving state of affairs seems 
to have once again reached new heights. More particularly seen in the arrival of 
animotion, a concept developed and operated by a small niche theatre group 
named Rokoko based in the heart of Copenhagen1. Co-founded in a 
collaborative partnership between Jakob Balslev, a graduate from the Danish 
Film School, and Tech Entrepreneur Matias Søndergaard, animotion emerges as 
a unique and contemporary take on theatre. Driven by the modification and 
innovative re-implementation of motion-capture technologies, animotion affords 
live animated theatre and has to date been awarded numerous awards for its 
originality.  
Although possibly presenting new opportunities and methods within the field of 
performing arts, animotion, however, still appears in the early stages of 
development. Moreover, having rendered the technology attributed animotion 
to behold economical prosperity in commodification; Rokoko today revolves 
around a re-defining of its initial focus from theatrical exploration to 
commodification. With such, new investments have been obtained 
economically moving Rokoko into the expanding marketplace of motion-
capture technology, and thus unfolding a new chapter in the life of Rokoko and 
its want to “[…] democratize motion-capture with a unique and cost-effective 
Animotion-concept”(Jakob).  
Captivated by the immediate appearance of Rokoko, this paper seeks to uncover 
and shed light upon the evolution and design processes that has come to 
constitute Rokoko today.  From animotion in the abstract to materialisation and 
further, Rokoko will be the focus of technological innovation and development.   
An interest of which is largely given in that; animotion apart from its !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!1!A!visual!presentation!is!offered!at!http://rokoko.co/!
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technological uniqueness equally suggests an elaborate and dynamic design 
process able to enlighten upon the formation and facilitation of future ventures 
alike.  
Recognising the social and technological complexities that unfold in the former, 
our enquiry encourages an epistemological approach aligned with Science and 
Technology Studies (e.g. Callon 1986; Geels 2012; Block et Jensen 2011). More 
particularly, we pursue an ethnographic understanding of Rokoko through the 
“socio-technical” offered by the analysis by way of Actor-Network Theory (e.g. 
Law 2007,2008; Latour 2005; Callon 1986; Shiga 2007).  
Expanding more specifically on the notion of translation, we wish to further 
enlighten upon the shaping of Rokoko as fostered in the continuous converging 
and re-negotiating of actors that make up its relative network. Also, how is 
translation particular to and represented throughout four chronological phases 
within the development of animotion? These appointed phases are; “The 
Princess and the Frog”, Pre-“Planet of the Secrets”, “Planet of the Secrets” and 
Post-“Planet of the Secrets”.  
In this paper first, contextualising our relation to the subject at hand; we 
ethnographically illustrate our first encounter and maintained position at 
Rokoko. Second, we frame our theoretical foundation and methodological 
approach of the enquired.  Third, outlined around the four particular phases 
particular to the development of Rokoko and animotion, the analysis is 
unfolded. Fourth, findings are discussed and, in relation, the concept of 
Translation Intensity is introduced. Fifth, conclusions are remarked, and we 
point to further areas of enquiry rendered noteworthy.  Sixth, we end the paper 
with a brief reflection on our project work.  
 
 
 
! 4!
Uncovering Rokoko 
Uncovering Rokoko is an introductory piece on how we ventured into and 
enquired upon Rokoko. 
 
Arrival 
Arriving at Nørreport Station, which has recently reopened after a major 
reconstruction. The busy awakening of the city surrounds us as we move 
throughout the early sun on an ordinary Monday. The smell of freshly brewed 
coffee and baked goods swirls amongst the hive of regular commuters as we 
venture towards our destination, Rokoko. Moving away from the transport 
frenzy, we walk down Frederiksborggade towards Gothersgade. Passing the new 
urban establishment and commercial epicentre Torvehallerne, a contemporary 
negotiation of historic functions of the marketplace, urban planning and 
architectural ambition. The place consists of two buildings primarily constructed 
of glass and iron connected with each other by interwoven market stands with 
fresh fish, meat, vegetables, restaurants and bars etc. The visual expression looks 
rather expensive however, may be condoned as such. Behind the building you 
can get a glimpse of the controversial space of Israels Plads – a recent 
landscaped playground and leisure space. It maintains a controversy revolving 
around its “untraditional” (over) programmed and detached design from the 
surrounding milieu.  
All around us we are presented with innovation, design, new businesses, 
interaction and all exploding in the relations of people and things - humans and 
non-humans. This spatial setting excites us and fosters an even deeper 
enthusiasm to meet the innovative young guys of Rokoko – a fast moving and 
promising company of art and performance, new technologies, and empirical 
complexities that would evoke excitement in any researcher. We reach the end 
of the walk at Gothersgade 156, definitely a more subtle area of inner 
Copenhagen, which in itself awakes suspicion to what we might uncover. 
Following, signage is minimal and we must walk back and forth a bit before 
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recognising the small logo on the door, a door leading into a basement. Entering 
through a narrow staircase, Rokoko presents itself through a young Production 
Manager and a warm and welcoming smile. Her name is Nanna and after 
introducing us to everyone, she advises us a working space and five minutes to 
grasp the essence of Rokoko. Looking around the now fully occupied basement, 
it seems to be separated into three spatial sections; the front room occupies the 
directorial (Jakob – CEO, film producer and Mathias – COO, MSc in 
Economics), the next room is somewhat the communication department  
(Nanna – performance designer and Camilla – Master in Creative and Cultural 
Entrepreneurship), and the adjacent room is where all technological 
development takes place (Anders – CTO, autonomy 3D expert and Maziar – 
robot engineer). Only able to skim the top of immediate observations, we are 
hurried into a meeting room and with it a sense of ambiguity.  
The small meeting room itself, adjacent to the rest of the office space, beholds a 
big table in the centre with a blackboard at one end of the room displaying a 
sort of schematic overview of work related topics and strategies. Amongst the 
eclectic array of furniture, we are welcomed in while Anders and Camilla are 
teasing each other about a computer game they played last night. Camilla had 
supposedly shot Anders, and from what we gain was very unusual and it 
became subject to conversation for quite some time. Everybody joined in and 
discussed how funny it was- Anders apparently being a wiz at computer games. 
With Jakob now sitting at the end of the table in a very eye-catching upholstered 
chair, his “usual” spot he remarks, the meeting begins.  
The atmosphere during the meeting, however relaxed and playful, was at the 
same time very intense. The pace is high and information is swirling around us.  
Words as gaming, VR, technology, democratising animotion, user-friendly, 
smart suit, smart wear, new branding process, B2C, Salto playground, new 
funding, re-locating, new staff etc. are in the air. We are busy taking notes and 
trying to grasp what is happening. Everyone is enthusiastic and excited; 
something has definitely changed within last few weeks of Rokoko. 
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Following that Monday morning and our first meeting with Rokoko, we 
synchronised with their working hours for the next week and followed their 
everyday rituals of work and their collaboration towards the criteria and goals 
put forth at said meeting. 
From our newly arrived and external position, the team seemed a 
heterogeneous hive of activity, each working within their own domain, but at 
the same time corresponding to a strict schedule put forward by Jakob and his 
busy calendar. 
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Rokoko at a glance 
Looking around the workshop, it radiates with clues into the “socio-technical” 
process from which they now stand, a stage in the life of Rokoko that too is a 
product of painstaking technological exploration. Everywhere you look 
fragments of their historical development 
decorate the surrounding office space.  
 
Apart from the expected 
“geekish” clutter making 
up the darkened 
workspace from which 
the technicians and 
programmers dwell (see 
photo 7) as well as the 
usual utensils associated 
office conduct, an 
interesting array of “out 
of place” materials and 
artefacts embellish the 
rest of the department’s 
interior. Lining the walls 
and ceiling, scraps of 
duct tape left over from 
impromptu technological 
solutions express an air of 
creative problem solving. Cables with and without a source of origin hang like 
vines between generic workspace articles such as goofy printouts and hoardings 
of various productions.  
The meeting room (1) !
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Workspace cabling (2) 
 
The most noticeable by far, however, and inevitably calling for a double take, 
are two intriguing looking suits almost as the centre of attention. Both in terms 
of technological affiliation and aesthetics design, these suits contrast each other. 
The first and more elaborate in appeal somewhat resembles a homework project 
assembled with various eclectic electronic bits and pieces. Built by, what at first 
glance looks like, a home-sewn blue boiler suit, cheap work gloves and 
Maoshoes; the suit, as a canvas, mounts a number of small black-boxed 
devices. On the back of the suit, a cheap plastic basket contains bundled up 
cabling. None of which seem particularly sturdy nevertheless warn. 
The other suit, on the other hand, conveyed a sense of being wearable unlike 
the other. With a sleek, almost space age design, the smooth exterior with no 
dangling devices was only interrupted by a small open slit vertical to the 
mannequins spinal cord. Here, glowing from a small matchbox sized hub, a 
faint multi-coloured hue pulled one closer - as if it was alive (see photo 8).  
It was undeniable that each suit was particular to a certain productive process of 
social and technological effort, a different phase in the time line of Rokoko. 
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Thus they hang as a symbolic reference to the evolving momentum that radiates 
and is embraced by the busy bees of Rokoko.  
When approached by our intrigue surrounding the odd looking devices, 
specifically the suit looking somewhat like a homework project assembled with 
various eclectic electronic bits and pieces, giggling banter arose amongst those 
nearest as if we had hit a weak spot - a storyline close to their hearts.  And as 
they each took turns eager to enlighten us, a story unfolded, a “socio-technical” 
adventure. 
Two Suits. (3) 
THEORY 
We now introduce the theoretical concepts and the analytical platform for our 
understanding of Rokoko.  
 
Science and Technology Studies 
The scientific paradigm of STS or “Science, Technology & Society” (later more 
often remarked as Science & Technology Studies) originated within a shift of 
scientific reasoning brought on by, amongst others, Thomas Kuhn and his “un-
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black boxing” of the scientific method (Cressman 2009: 6).  He argued that 
scientific discoveries and truth claims are not granted by or grounded in a world 
pre-ordained with a body of natural laws ready to inevitably be discovered. 
More importantly, he rendered scientific knowledge as given through certain 
practices of scientific research, “Formalisms, laws and theories were 
emphasised at the expense of embodied skills (including perceptions), craft 
work, laboratory manipulation, and apprenticeship.” (Law 2008:628).  Showing 
that scientific results couldn’t be separated from the practices wherein they were 
perceived and therefore like other practices studied by sociology, there “is 
nothing epistemologically special about scientific knowledge”(Cressman 2009: 
6).  
Slowly but steadily, the idea of science as practice moved into an understanding 
of “the social construction of scientific knowledge” and began to encapsulate an 
understanding of “science as case study”(ibid). A method of scientific discovery 
now lay in understanding the “construction” of knowledge instead of searching 
for universal theories by proscribing others.   
Bruno Latour conceptualises this within former sociological trends; 
 “When sociologists of the social pronounce the words ‘society’, ‘power’, 
‘structure’, and ‘context’, they often jump straight ahead to connect vast arrays 
of life and history, to mobilise gigantic forces, to detect dramatic patterns 
emerging out of confusing inter- actions, to see everywhere in the cases at hand 
yet more examples of well-known types, to reveal behind the scenes some dark 
powers pulling the strings. Not that they are wrong since its perfectly true that 
older social relations have been packaged in such a way as to seem to provide a 
ready explanation for many puzzling subjects. But the time has come to have a 
much closer look at the type of aggregates thus assembled and at the ways they 
are connected to one another.”(Latour 2005:22) 
 
Through “ contemporary and historical empirical case studies, sometimes 
naturalistically and some times critically” (Law 2008:638), STS has thus become 
an epistemological approach to the world where theoretical claims are linked to 
specific events. More particularly, in order to bring about ontological claims, 
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researchers must first understand that a perceived “reality” and the methods 
used to measure “reality” are but products of a set of immediate criteria and 
socio-technical circumstances - a depiction of “reality” may therefore not stand 
alone.  
 
Most famously, this method of examination and reasoning is conceptualised 
within Bruno Latour’s work on Louis Pasteur’s medicinal discoveries (Latour 
1988). Here he identifies how Pasteur’s success as a scientist relied on the 
historical set of social and technological conditions Pasteur happened to reside 
in. By investigating the social and technological conditions in and outside the 
laboratory, Latour pieces together a picture of a socio-technical network of 
relational components that on a whole represents the “pasteurization” of French 
agriculture.  
 
 One can also identify the claims Latour puts forward regarding the 
“pasteurization”, to occur in a so-called “socio-technical system” and his result 
of the enquiry driven by a relational logic (seeing all the fitting pieces that all 
relate to the “pasteurization”), “It is that elements in a system are significant- 
and indeed achieve their form and character – only in relation to one 
another.”(Law 2008: 631). In theory, the idea of a “socio-technical system” is 
boundless, yet for research purposes systems are narrowed, specified and 
contextualised so to encompass a certain area of investigation. These systems 
can then be expanded and reduced again to align with a certain identified 
scope or subject of enquiry. Commonly, multiple “socio-technical systems” can 
be contextualised offering the opportunity to contrast and analyse the interplay 
of systems as occurring simultaneously as well as non-hierarchically layered. 
Such an instance of use can essentially be seen in Frank Geels’s notion of a 
“multi-level perspective” of society (Geels 2012). Also noted as MLP, Geels 
contextualises society to attain three main organic “socio-technical” systems 
that, interlinked and reciprocating, manifests the “socio-technical” appearance 
of society (ibid). Moreover, he distinguishes between the three in order to shed 
light on the “socio-technical” processes behind the diffusion and stabilisation of 
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artefacts into societal regimes, called a transition. Revolving around the 
introduction of niche technologies into society and their transition, he 
describes; 
“ The basic premise of the multi-level perspective (MLP) is that transitions 
are non-linear processes that result from the interplay of multiple developments 
at three analytical levels: niches (the locus for radical innovations), socio-
technical regimes (the locus of established practices and associated rules), and 
an exogenous socio-technical landscape [...], the wider context, which 
influences niche and regime dynamics.” (Geels 2012: 472-473). 
This particular use of STS revolved around the development and diffusion of 
new transport technologies and is a fine example of how STS has expanded to 
into many different academic fields.    
 
On another note, Together with other founding cases apart from Latour’s 
“Pasteurization of France”  (See Callon 1986), STS has since developed into two 
branches of science and technology studies, namely the Social Construction of 
Technology (SCOT) and Actor-Network theory (ANT), each relating to the idea 
of “socio-technical systems”. The main differences between the two, however, 
is the actual state of interaction between Social and Technical forces and the 
prescription of a dominant force in a perceived realty.  Where SCOT sees 
technology and the social to be separate autonomous forces and emphasises 
technological development to be a product of social requirements; “its basic 
premise states that technologies emerge from social interactions among social 
groups and actors”(Prell 2009: 4). ANT on the other hand attributes no 
dominance to either the technical or social in the development of technologies.   
 
Actor Network Theory  
Rooted in STS, Actor Network Theory (ANT) can be understood as a 
methodological approach to mapping complex instances of reality by 
emphasising how such instances are constructed in material-semiotic networks 
built from a dynamic interplay of science, sociology and technology. Moreover, 
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“ANT approaches science and technology in the making as opposed to ready 
made science and technology.”(Cressman 2009: 2).  
 
As socio-technical systems of enactment, these networks are the foundation for 
the perceived circumstances and events unfolding in the world, both in terms of 
the small and the large “the same relational logics apply at any scale” (Law 
2007:8). Scale here refers to the analytical framing of an enquired subject. Be 
the subject a minute technological assemblage or the organisational 
infrastructure of a large firm, the same analytical method applies, each equally 
associated a complex web of actors. 
Because nothing lies outside the world of networks, Actor Network Theory 
offers the ability to uncover, trace and document how instances within the 
world are constructed and played out in the interplay between people and 
things (Law 2007:2). While applied ANT dissects the world around us into small 
but complex areas for enquiry it also contrasts epistemological methods of 
evaluating and generalising reality claims formed by abstract reasoning (Law 
2008). ANT on the other hand formulates theory in-correlation with empirical 
examination of specific cases, practices and settings, which for ANT scholars is 
arguably more profound, as it is inclined to encapsulate ontological authenticity 
and not lend itself to sociological traditions where theories are pre-supposed 
upon the world (Latour 2005: 22). Here Latour (Latour & Yaneva 2008) remarks 
on how understanding Architectural theory, can only be conceded through 
narrowed examination of the immediate network surrounding the construction 
of buildings:  
 
“Only by generating earthly accounts of buildings !and design processes, 
tracing pluralities of concrete entities in the specific spaces and times of their co-
existence, instead of referring to abstract theoretical frameworks outside 
architecture, will architectural theory become a relevant field for architects, for 
end users, for promoters, and for builders.” (Latour & Yaneva 2008: 88) 
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In continuation, applied Actor-Network theory is not so much a theory as it is a 
method for discovering theory through empirical exploration (this is why many 
articles on ANT often portray ANT through case studies). Nevertheless, once 
theory has been formulated within a narrow perspective, an understanding of 
the whole may possible reveals itself. This is basically the essence of Bruno 
Latour & Emilie Hermant’s “Paris: Invisible City” where we as readers are 
presented with the idea that to understand Paris as a whole we must first tear 
into the fabric that is Paris. By exploring the minute intricacies, the networks 
within the network, we may gradually piece together what encompasses Paris as 
an “assembled” whole.  In other words:  “To take it all in at once, to "dominate 
it at a glance", to calculate the flows, Paris first has to become small.” (Latour & 
Hermant 2006: 5).  
 
When applying ANT, what we are essentially studying is the processes of 
interplay between the actors of a given network (practice), with the immediate 
product or effect of the relations between actors as the source of enquiry.  By 
focusing on the relations within a given network, Actor-Network theory further 
seeks to “marginalize the human subject” (Wallace 2010:33).  
Because actors within a network are not reducible, only focusing on the “social” 
or “material” elements is un-scientific and to even rely on the “social” as an 
area of enquiry on its own just does not make sense. Latour analogically reflects 
on this with an example of two car drivers and their reasons for slowing down 
in front of a school (Latour 2005: 77). In one instance a signed speed limit 
presents a moral obligation to the driver whom slows down, the other, instead 
of a sign, a purposely designed speed bump is implemented making the driver 
slow down to protect his car’s suspension system. Latour then argues;  
“Should we say that only the first connection is social, moral and 
symbolic, and that the second is objective and material? No. But, if we say that 
both are social, how are we going to justify the difference between moral 
conduct and suspension springs? They may not be social all the way through, 
but they certainly are collected or associated together by the very work of road 
designers. One cannot call oneself a social scientist and pursue only some links 
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– the moral, legal and symbolic ones – and stop as soon as there is some 
physical relation interspersed in between the others. That would render any 
enquiry impossible.” (Latour 2005: 78). 
 
Accordingly, symmetrically and heterogeneously, these actors or agents, be it 
human or non-human, political or apolitical are all equally ascribed agency and 
are continuously and organically shaping a dynamic network. John Law 
describes it as; 
 “[…] a system logic because it traces how elements in a web or a 
network take the form that they do in more or less precarious interaction with 
one another. People, technologies, ‘natural’ phenomena, documents, non-
human life forms, knowledges, social facts, collectivities and phenomena – all of 
these are relational effects, materials, being done in interaction. Actors, then, are 
also networks that hold together for long enough to act in relation to something 
else.” 
(Law 2008: 632) 
 
It is therefore fundamental to adopting an Actor-network approach that one 
maintains a non-hierarchical view of the elements within a network. Everything 
must be taken into account.   
 
Yet although each actor equally supports the maintenance of the studied 
network; two main functions can be ascribed to actors so to hint at more 
significant objects for study and help delimit the scope of a studied network. 
Hence, actors which “[…] transport meaning or force without transformation 
[…] are named intermediaries and exist only in their ability to act as the 
networks infrastructure between mediators, and are therefore hidden from initial 
observation (invisible) (Latour 2005: 39). Mediators then substantially 
participate in shaping the network and its perceived manifestation. “ Mediators 
transform, translate, distort, and modify the meaning or elements they are 
supposed to carry.”(ibid). Tracing actors within a network is therefore most often 
applied to mediators, as intermediaries are hidden or not worthy of mention.  
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It must be understood, however, that crediting actors as either is relative to the 
initial enquiry.  Also, since networks are theoretically boundless, it is up to the 
researcher to delimit and pin point the most significant actors within a network. 
This in itself makes the concept of intermediaries and mediator remarkably 
complex. If two people, subjected to ANT, were to communicate a message via 
telephone, the outcome of the conversation the main focus; would you 
disregard the telephone as an intermediary merely transporting untouched 
meaning or actually depict the transition of sound waves as a transformation, a 
mediator? Thus the phone can either be a mediator or intermediary relative to 
the choice of network delamination.   
  
Until now, ANT has been conceptualised as the means to enlighten upon socio-
technical “black boxes”. By separating and discerning otherwise hidden 
complexities, Actor-network theory is able to point to the manifold of 
heterogeneous players that systematically compose the manifestations of events 
and artefacts. From the technologically material passed sociologists and 
engineers to the consumer, every aspect of a subject’s existence has a story to 
tell and all together narrates its perceived actuality.       
Nevertheless, as we turn towards an enquiry that revolves around technological 
innovation, understanding how networks come to be and are continuously 
shaped and re-shaped through the material, “social”, economical and political.  
In order to follow the development of technologies and the “socio-technical” 
processes of convergence that becomes the final (or immediate) network, we 
turn to the idea of translation “[...] a process before the result.” (Callon 1986: 
19).   
“If there are countless entities and meanings built into technology, 
translation is the process by which these elements are related in a 
sociotechnical network, the process by which the identity of actors, the 
possibility of interaction and the margins of manoeuvre are negotiated and 
delimited.”(Cressman 2009: 9).  
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Applying Actor-network theory over time, translation will be progressively 
mapped out across the development of technological innovation and 
production, represented through the re-arranging of actors.  
Methodology 
Our enquiry is structured around ethnographic observations at the workshop of 
Rokoko followed up by informal talks and semi-structured interviews with key 
persons related to Rokoko. Further, it is documented and elaborated through 
visual ethnography. The observations took place during a week within the 
normal working hours of Rokoko (9-17), where we were advised a workspace 
together with the staff. Being somewhat integrated into the same close spatial 
environment allowed us to observe, uncover, trace and document the 
innovation developments, and the process of redefining the business moving 
from artistic and theatrical exploration to commodification.  
Planning the exploration revolved around the questions on how the particular 
design of the suit had come into being, and on how design and performance 
problems are construed and resolved, and further on how both business 
formation and technology progress through dynamic negotiations between 
networks.   
Before our arrival we had discussed how best to approach our stay concerned 
with gaining as much data as possible, and at the same time not to make the 
Rokoko people feel too uncomfortable and disrupted with us being there. 
Inspired by Albena Yaneva in “The Making of a Building” (Yaneva 2009) where 
she followed the architects at Rem Koolhaas office at work to ethnographically 
describe the design process of the NEWhitney Museum in New York, we sat out 
to gain an ethnographic understanding of Rokoko. The key issue was that they 
would not feel the urge to perform in a certain way to accommodate us, but to 
feel at ease, because it would enhance our investigation of the ‘real’ Rokoko. 
Obviously storytelling was part of what they are very good at, so we tried not to 
encourage any specific performance or story by introducing our research low 
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key emphasising that we did not expect them to perform, but to go about their 
usual business. Working side-by-side situated us as the fly on the wall, where 
we could wander about in the workshop in an embodied pace, overhearing 
conversations, looking closely at the suits, taking photographs, engage in 
informal talks, and to observe their rhythms.   
The interviews took place in the meeting room of Rokoko during the week we 
conducted our ethnographic investigation. Except the one with the actress, that 
took place at a nearby cafe´. The meeting room location seemed the most 
natural and relaxed environment for the interviewees since they were already in 
place and it would not interrupt their working routine. The interviews were 
scheduled at the first day of our observational week as part of our method of 
informing about our research topic. Moreover, we wanted to stage an informal 
talk with the persons and to make them feel comfortable about us being in the 
office. The scheduled interviews was structured influenced by the techniques 
described by Brinkman & Kvale (Brinkman & Kvale 2015). But the interview 
with Anders Klok, the 3D-expert, emerged spontaneously in the office one 
afternoon, where only a few people were around, which might have 
encouraged Anders to be more talkative than usual. Due to the extemporized 
talk it was more similar to a sort of social talk, but still directed by the research 
questions in mind. 
Applying visual ethnography to our enquiry allowed us to obtain a more 
detailed understanding of the research topics investigated in this paper. Seeing 
photography as an ethnographic tool that  “[…] can provide us with routes to 
privileged insights into human relationships to their material environments” 
(Pink, 2009: 97). We wish to unfold the visual aspects that come to constitute 
the assemblage of Rokoko. Further, using visual media supports our 
ethnographic focus while conducting our research, and in addition affords 
tangible documentation. Also, acknowledging the photographs limitations they 
are to be seen as complementary to the interviews and observational studies. 
The photographs are picked out and introduced as visuals means to accentuate 
the textual and analytical explorations throughout this paper. Additionally, they 
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can be read as a visual short story of our experiences meeting, working with, 
and exploring Rokoko. Additionally, the images invite us to imagine the 
contradictions and complexities of a promising small niche company trying 
hard to navigate their way to success through redefining company formations, 
design processes of technology, and scaling the business both internal and 
external within a very short time of existence  
Analysis 
Within this section, we run through the four appointed phases of Rokoko’s 
development and ethnographically enlighten upon the correlating formation 
and manifestation of animotion.  
 
“Princess and the Frog” 
The Dawn of Animotion – rethinking animation 
The adventure began in 2008 with the coming together of two seemingly 
different characters mutually linked through a wish to explore traditional 
animation. The first of whom was Petter Madegaard. With a passion for an old 
carnival theatre tradition called Commedia dell´Arte - a theatrical style from the 
Renaissance often associated the use of masks. It was he who initially 
formulated the concept of Cinema dell´Arte in 2008. With an educational 
background ranging from performance arts, traditional theatre he furthered into 
animation as an instructor at Den Danske Filmskole (The National Film School 
of Denmark). Here he met Jakob Balslev, a student of film production. Jakob 
had, two years prior, finished his study at The European Film College and had 
also worked as a production assistant at Nordisk Film before attending The 
Danish Film School. Whilst working on a collaborative school project, they 
agreed that animation films were becoming somewhat boring and according to 
Jakob; “ They wanted something more alive and fragile.”(Jakob) So together they 
set out to explore the field of motion-capture. 
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However, previous to their exploits motion-capture technology had remained 
untouched in terms of expansion. The film industry had and still does 
predominantly use motion-capture systems to record and store an actor’s 
movements. They then transpose and duplicate the activity into digital format, a 
computer-generated character of sorts. Wearing a specialised suit (black 
spandex covered in what looks like white ping pong balls, reminiscent of 
something out of a vintage sci-fi film), an optical system made up of a rage of 
cameras placed throughout the room three-dimensionally tracks the motion of 
the performer. Tracking is obtained by the cameras’ ability to register a set of 
reflective markers systematically placed around the suit. After capturing the 
choreographed activity, the film studio layers the recorded sequence onto a 
non-animated background and replays it as part of the whole. Famous examples 
of this can been seen in films such as “Lord of the Rings”(Golem) and “Avatar” 
(The Na’vi).   
As described in Rokoko’s business plan (appendix 4), there are only a few of the 
10.000 animation studios worldwide that work with motion-capture technology, 
simply because they do not have the economic capacity. Also, the actual sales 
and production of motion-capture technologies on the market is largely focused 
on “business-to-business” (B2B) sales, again due to a high cost of production. 
The market is therefore characterised by a few powerful corporations and 
institutions with their cliental being divided into three main areas of motion 
capture; The film and animation industry, the gaming industry, and the 
technological landscape of virtual reality exploration.   Apart of the core 
consumer platform above, motion-capture systems can also be seen in use in 
other domains such as for medical and scientific research and military purposes. 
Unfortunately for Jakob and Peter, this form of animation too maintained a 
process of recording that for them seemed to dismiss an essential element of 
traditional theatre. More particularly, they demanded a more artistic dimension 
able to create fragile and unique experiences that only unfold in the 
instantaneous and intimate dialog between actor and audience.  With this in 
mind and the fortunate funding found at the film institute, they, together with an 
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arranged team of experts e.g. actors, playwrights, Mo-cap artists, computer 
programmers and animators, began to explore the space between motion-
capture technology, animation and live performance. The result of which was 
their school production of “The Princess and The Frog”.  The play itself was a 
seemingly straightforward children’s fairy-tale in the virtual, yet it maintained an 
innovative appeal. Instead of typical re-recorded animation, the audience were 
now broadcasted a real-time performance in animated picture, closing the gap 
between performer and spectator. Even through a specialised helmet-camera 
and face recognition software, the digital animations could mimic the facial 
expressions of the actor and synchronise speech patterns, so to more 
transparently project the initial actor to the audience.     
 
A Traditional optical motion-capture platform (4) (Appendix 1) 
 
 
“The princess and the Frog” in practice 
The staging of “The Princess and The Frog” looked like nothing ever seen 
before. Where normative theatrical plays, puppet shows to opera, are associated 
some form of backdrop where actors stay in the nearby vicinity of the audience, 
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here all that remained was a film screen. Since they could now transmit and 
project animations of the actors in action directly to an audience in any 
location, it was now possible to act out anywhere you wanted to be located. 
Likewise, using Skype a computer-mediated communicative program, the actors 
could see and hear the audience within the motion-capture studio, thus 
allowing the interactive dialogue between the two, albeit mediated through 
television screens. There was, however, a non-animated narrator in front of the 
audience, though for the most part the play unfolded between the digitalised 
actors and the reciprocal interaction of the audience itself. Extending over 15 
renditions, each portrayal of “The Princess and The Frog” was, unlike former 
animations, temporally and narratively unique. Drawing the audience in, as 
they themselves became actors aside the animated.   
With the now added level of creative freedom, it seemed that animation was 
turned up side down to encompass a dynamic and vibrant medium with a vast 
field of application.  
Nonetheless, “The Princess and The Frog” was not enacted without 
technological difficulties. As they re-interpreted the functions of motion-capture 
they where inevitably posed with great challenges. The most immediately 
inconvenient being that the applied motion-capture system is originally 
intended for one person only. Now imagine a designated room where six 
cameras interlinked are mounted on a 360 degrees metal structure surrounding 
a squared floor space where the actor performs. Here, in order for the actor to 
become sufficiently coded into the computer and be fully animated, each 
reflective marker must be detectible at all times. Yet the issue that constantly 
pervaded the performance was that; having not just two people but four actors 
on a system that was intentionally built for one, the reflective markers would 
vanish from optical sight and time to time reconfigure the animated outcome for 
the worst. So the actors essentially kept physically covering each other’s 
reflective markers. As Anders explains:  
“ We started our first performances with an optical system. And there we had 
recurring problems with people (actors) would walk in front of each other and 
the cameras couldn’t see the markers so everything would completely freak out. 
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It did however mend itself when they moved away from each other, and what 
was really annoying was that the system wasn’t designed for two, and we were 
four, so once and a while if they had the same height and went in front of each 
other or just met up, they would actually switch characters when coming apart. 
That was quite problematic and it meant that we had to go in and block out one 
of the actors – cover them up with a blanket, so people could be recalibrated 
into their original places. Sometimes the Princess became the Frog.”  
 
Furthermore, the motion-capture system itself is rather an expensive piece of 
equipment, as well as it requires a large spatial area for operation which, 
although offered at a film institute, deems problematic for a smaller niche 
production agency limited in resources. Yet the foundation for animotion, a 
model for a new innovative take on animation, was laid down and a set of 
technological and economical demands an aim to remove.  
 
How far can we trace the concept of animotion? Looking back we can perhaps 
already see a shadow of its origin within Jakob and Petter’s first wishes to move 
away from animation as a stagnant and overly structured form of cinematic 
expression, contextualised around “Cinema dell’Arte”. Wanting to move away 
from the technological restrictions part of traditional animating, they were 
highly directed towards the opportunities that lay in advancing upon motion-
capture systems as a platform for live animated theatre. 
 
Pre-“Planet of the Secrets”  
Converging Rokoko 
Thus animotion as a concept was developed and fostered within a school 
project at Den Danske Filmskole in 2013. Following their invention of the 
concept of animotion Jakob Balslev and Petter Madegaard founded the 
company and business contract between them by the name of Cinema dell´Arte, 
as a formal enterprise with the strategy of becoming commercial. However, 
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Petter being the more artistic was more concerned with the artistic visions of 
animation as digital theatre, which later would cause dispute around the 
founding of Rokoko.  
The converging of Rokoko had all started with a set of poorly executed sketches. 
Anders who had previously been part of the old group working on the optical-
system (a group that seemed to become obsolete as he progressed in each their 
areas of expertise) had, even though they all parted from each other, kept on 
pondering about how one may go about resolving the issues they had faced. 
Together with his father an electronics engineer, Anders himself learned in 3D-
animation, they had come to a solution that in theory would reduce the costs of 
production and eliminate the glitches attached the old system. More 
importantly, their proposal was rendered plausible with the use of mainstream 
technology and could be operated with minimal expertise.  
 
Today, Jakob remarks on how the moment Anders presented his ideas on how 
to develop their new motion-capture system (later elaborated on), he knew they 
were onto something big (Jakob). More particularly, it was such innovative 
thought that revealed to him an opportunity to create live animation films at a 
significantly lower cost and thus extradite it as a business venture. Prior to 
Anders´ idea, they had sought the existing market for optical possibilities and 
various motion-capture systems without an economical viable solution. 
However, now Cinema dell´Arte could potentially provide the solution 
themselves and “democratize the motion-capture industry”(Jakob).  
Consequently, Cinema dell´Arte joined Connect Denmark – a Danish non-profit 
organization with the aim to help creative businesses and other start-ups to 
create growth and innovation through social relations (Appendix 2). Connect 
Denmark is itself connected with Statens Vækstfonden, a state financed fund 
with the aim to promote growth and development within small and medium 
sized firms. Furthermore, the two partners of Cinema dell´Arte; Jakob and Petter 
applied to participate in the Danish division of Creative Business Cup for 
entrepreneurs (Ibid) which is a Danish platform that works as a springboard for 
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new-coming creative businesses. The Creative Business Cup was created in 
2010 by Center for Culture and Experience Economy (Center for Kultur- og  
Oplevelsesøkonomi)(Ibid). In June 1012 they won the national competition and 
became finalists in the international competition in November the same year. 
When asking Jakob what he considered to be one of the milestones in the 
history of Rokoko, he immediately responded the Creative Business Cup, 
because by participation he and Petter were `forced´ to concretise and formalise 
their ideas about animotion as a business, and to consider possible branding 
strategies.  
Additionally, due to the process of `getting out there´, they were forced to meet 
with investors and brand the concept of animotion internationally (ibid). 
Competing in the international arena meant traveling across the world pitching 
the firm and the innovation of the animotion concept, and allowed them to 
exercise their performance and storytelling skills to convincingly articulate their 
core story. Storytelling has therefore become an important element surrounding 
animotion. Especially since before attending the Creative Business Cup the old 
suit had only been tested during the period of performing the play “The Princess 
and the Frog”, and had not been fully developed before reaching out to an 
international institution and audience, but as Jakob says: “We are good at 
wrapping it, to stand on the stage, and make it sound extremely good. But in 
reality it is just a boiling suit and an old basket” (Jakob). Also, as an effect of 
winning the competition they were invited to present at the next year´s Business 
Cup, which encouraged and motivated further concept elaboration. 
After finishing at The Danish Film School, Jakob was hired as a film producer at 
Zentropa – a prestigious job that he had always dreamt of. But believing 
strongly in the scalable business of animotion, Petter, Jakob, and Anders 
decided to quit their jobs and focus their attention to further explore the 
technological and economical future of Rokoko full time. Yet, the path to where 
Rokoko is perceived to thrive today has not been ventured without painstaking 
ambiguity and anxiety. Amongst the many complications and drawbacks a 
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couple stand out; the lack of economic sustainability, an abandoning of former 
social stability as well as artistic differences. As Jakob recalls:  
 “He (Petter) wanted something different. He is an artist and he has got 
his own vision. But it is not commercial one, and that you need to have to be in 
this (the business). I have lost all my savings. It is tough. I have given up my 
dream job at Zentropa where many of my social ties lay. It went well. So I said 
goodbye to prestige and the film industry to do this. And then lost all of my 
money. I gave away my ground. It was really a huge decision. (...) It just became 
too hard on Petter. This was not what he wanted, he wanted to use the suit and 
it was just not ready yet” (Jakob).  
Consequently, Petter Madegaard left Rokoko, but has retained a small 
ownership within the company. Meanwhile Mathias, friend and badminton 
partner, having had finished his degree at Copenhagen Business School with 
bravura, went into the Rokoko firm as a new-coming business partner (ibid). 
Thus Rokoko was founded on March 17th 2014. 
Animotion in the abstract 
The main idea, initially winning CBC and pillaring Rokoko as the first applied 
animotion technology, was a re-thinking of motion-capture on the whole.  Still 
maintaining the initial mediation between actor and audience affording two-
way communication, they ultimately moved from an optical system to an 
inertial system, “[…] measuring internally instead of externally”(Anders).   
Not relying on an external system of cameras in order to record an actor’s 
movements, the activity was now tracked through numerous sensors 
systematically attached to their person. Using gyroscopes to measure the 
physical gestures and the speed with which it is acted out, each sensor 
wirelessly transmits the real time motion to a computer where the data is 
decoded and translated into a virtual caption (special animation software is 
needed e.g. Unity). Different from the optical-system, positioning and relaying 
an actor’s physical coordinates onto the animated stage took further innovation. 
This resulted in the idea of mapping and triangulating an actor’s movement on 
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the stage by way of augmented reality (a subject which Anders had prior 
experience with). How this works is that small cameras attached the suit relay a 
shift in position as they capture the changing surface of a carpet covered in 
digital code representing the animated stage (the carpet looks like hundreds of 
small QR-codes in a grid). In layman’s terms, when the performers move around 
on the carpet, their virtual characters move likewise around in the animated 
world. Anders speaks of how he perceives the performers’ movement though 
digital coding, otherwise an exciting hint to ontological multiplicity.   
Also, because they wanted to be able to animate the handling of objects, a 
second system was necessary. More particularly, the use of light sensors able to 
determine a shift in the colour radiated of held objects. With this technique, 
different animated props could be registered by the actor’s handling of 
differently coloured balloons. If they were to pick up a blue balloon for 
example, their animated other could be virtually simulated to pick up a stone  
All in all, with this new technological paradigm; the actor’s movements are 
digitally duplicated straight into an animated form and all then needed is for the 
animator to artistically render the virtual appearance of the moving body and 
map out the correlating sensors to an applied computerised character. Coming 
together, this former idealised method of conducting animotion pathed way for 
an intense and thrilling period of research and development. Moreover, as they 
had, economically, been forced to promise a range of venues animotion a head 
of time, a temporal framework was imposed on the production (money was 
often an issue and at times withheld progress).  
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Animotion in play(5)(Nikolajsen 2014)  
 
 
 
 
 
 
 !
“Planet of the Secrets”  
Assembling the technological  
The suits themselves, tailored to each actor, were hand sewn by Anders. 
Standing beside us he is remarkable enthusiastic about retelling how each 
component has its own little story. Especially how every choice of 
implementation had been posed by a set of technological criteria and 
limitations, which only presented themselves when on the go. 
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As an example; The 17 motion sensors on the suit (a number that in itself a 
product of optimisation) had been constructed by various electronic 
components each ordered online. One of the components being the gyroscopes, 
the same ones you find in your phone he amusingly remarked. However, it 
became necessary to reconfigure and knit each separate part in the workshop to 
be able to be linked into a network of usb cabling. This of which first of all 
meant learning the skill of 
3D printing and knitting. So 
using the neighbour 
company’s private printer 
and paring up with Mathias 
who had prior to Rokoko 
made 3D printing his 
hobby.  
 
With a success rate of 50 per cent, Anders had been able to 
mould fitting boards to encompass the intricate newly knitted 
electronics into personalised usb sensors. However, only two types of usb 
cabling could be purchased, either in a length of 1m or 1,80m, and as they 
more narrowly needed 1,20meters to link up all of the sensors, this resulted in 
the excess cabling being stuffed into a cheap basket attached to the back of the 
suit, later causing problems.  
At times he had been forced to consult with an electrician. More particularly, 
the network’s hub (the core of the sensor network that too is built around 
various smaller electronic mechanisms) had been a product of collaboration. 
Although, apart from the odd need for consultancy, Jakob would time to time 
offer fresh insight detached from technological know how, a semi operational 
suit and platform, yet not fully tested, stood ready only days before their first 
animotion performance. Re-using the headpiece originated as part of the optical 
system, as well as low-price webcams sewn onto the each of the suits’ legs and 
light sensors able to depict the holding of items glued to the palms of 
3D printed 
fitting 
board (6) 
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workman’s gloves, the most ambiguous and daunting task lay ahead. Sure there 
had been small tests along the way, calibration between suit and animation 
software, but nothing even close to the suits actual employment in the first 
production of “Planet of The Secrets”.  
Where the animotion technology centre of attention for Anders and his small 
group of affiliates, the theatrical platform had been concurrently put together. 
Here, a storyline was written, a score composed and recorded, characters and 
backgrounds drawn and animated, as well as actors and instructor rehearsing. 
Although they had started rehearsing three weeks prior to the opening 
performance, the actors had only had a couple of days to get acquainted with 
the suits and how the technological framework of animotion enforces a different 
attitude to acting. Thus where the others had been concerned with how to 
engineer the suit, the other more theatrical players proceeded to understand 
how to apply, embody and adapt to the technology. And as one of the 
performers state, it took quite some time to get used to;  
“It was really difficult. Normally one is thoroughly trained into how to 
use your voice, body language, and how to communicate to your fellow actors 
and audience. But now I see my character on a screen and when I do this 
(gesturing a wave), then it might look completely different animated. So it felt 
like getting a whole new body I needed to control, much like a puppeteer. In 
the beginning I really had to concentrate on myself, for example if I had my 
back to the screen I’d have to imagine what it looked like. Here the instructor 
helped a lot with getting my movements in sync with the animated ones. ”  
(Amalie) 
The actor also mentioned that, as she portrays an animated hippopotamus of 
sorts they had come to the conclusion of strapping styrofoam around her waist 
to help her mimic the posture of her animated double.  
 
 Applied Animotion: Design and optimisation through performance  
As our conversation progressed into reminiscing about the period where 
animotion was put into play, the atmosphere in the office space clearly 
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conveyed a sense of relief and encapsulated one of those moments pre-ordained 
by “we will definitely laugh about this in the future”.  
Prior to the initial “Planet of The Secrets” tour, the team had had a rehearsal at a 
local school ending in a catastrophic cancellation because the technology had 
failed halfway through the show (they have since returned). However, having 
previously promised a range of venues throughout Denmark viewings of the 
play and been granted money upfront, such was the state of affairs with which 
they proceeded to start the tour.  
Offered by the technological platform of animotion, the logistics behind a 
viewing looked rather different from other live performances. In the “[…] 
Rokoko car, a little red junk Polo, where you can’t open the windows because 
then things start to fall out and you have to kick the door open”(Nanna),  
Jakob and Mathias would be on the road, relocating county to county (in some 
instances two teams were dispatch if venues where far apart). From an 
abandoned gun factory to small time cinemas, “All kinds of weird places” 
according to Jakob, they would drive around and set up the equipment, 
cameras, lighting and microphones, needed to transmit the live audience back 
to the actors. Often approaching appropriating solutions with duck tape, since 
places were not accustomed to their technological requirements. Thus, with 
some viewings only hours apart, early shows were often exerting and especially 
before logistics became experientially more effective. More particularly, they 
later on understood that setting up a day prior to the show (if it was possible), 
offered them more time to combat unforeseen complications.  
 
At the same time, the office space back in Copenhagen had gone through an 
extensive transformation, tables and chairs, complete workspaces entirely re-
positioned. Allowing a floor space, a homemade stage of sorts, a television 
screen and speakers would be brought in to broadcast the audience in front of 
the actors, as well as a secondary screen depicting their animated performance. 
Here, standing on the newly laid down encoded carpet framing an area of 
performance, the actors would anxiously await the go-ahead from the other end 
of the line. With last minute re-calibrations of the suits and other minor 
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technological adjustments, Anders and at least two production assistants (an 
instructor attended the first two shows) would be on stand-by for whatever 
complications might ensue. In the next 45min or so (the planned length of the 
performance differed in relation to audience participation) anything could 
happen, and as Amalie points out it would become a period with an intense 
atmosphere “ It was just so hectic, we stood 10 people holding cabling, running 
around and communicating through sign language because the audience could 
hear everything”(Amalie).  
 
As stated above, as soon as the actors were given the green light by Jakob, 
passed through by an assistant on the telephone (communications between the 
two groups was continuous throughout the play), all had to go quite because the 
audience heard whatever went on in the room. This meant that whenever 
problems occurred, solving it had to happen in complete silence, or at least 
discussed out of range from the issue itself (technical complications lying in the 
vicinity of the actors’ microphones). Moreover, progressively, rules of conduct 
were made as not to confuse the actors who had to have complete attention 
towards the audience. This meant the use of signage to make them aware of 
certain technicalities that needed to be fixed. 
 
 “They wrote signs and we (the actors) made rules about when they were 
allowed to put signs in front of us, because it was really annoying having to 
stand in front of an audience and simultaneously having to, out of the corner of 
my eye, tell it we were to speak slower or quieter etc. There was a lot of 
information at one point and we told them that they would have to wait for a 
break in the dialogue.”  (Amalie) 
 
There were undeniably an abundance of complications throughout the majority 
of plays, and it was often the actors who noticed them first. Experience 
overtime, however, generated an extremely intuitive bond between the actors 
and “stage crew” helping to make aware of and communicate immediate 
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performative issues, resolving them even faster. Be it a brief nod or a role of the 
eyeballs, messages could be received quickly through gestural recognition.   
A range of technical issues presented themselves to the performers and crew, 
some overcome, and some repeatedly problematic. This forced the actors to be 
spontaneous and learned in how to adapt their theatrical performance relative 
to situated problems.   
 
Amalie recollects having troubles wearing the technology, a problem only 
apparent within prolonged use; 
 “The computer on the back and the head mask could be really heavy. The 
tightly fitted suit and foam ring became extremely hot. I managed to get a belt 
on that carried the computer instead of my necking getting pulled down, which 
otherwise meant I had pains in my neck.”(Amalie).  
 
Such a problem could be permanently fixed, yet others that for the most part 
were related to the technical system of sensors were reoccurring. Even in the 
first real performance, one of the actors had to rely on only two of the sensors 
actually working. Giggling, Jakob looks back; “ In the first enactment in Vejen (a 
small municipality in the southern outskirts of Denmark) only two sensors 
worked, so one of the characters just stood out in the side with only one arm in 
motion.”(Jakob) He continues; “[…] then I had to go up on stage and apologise. 
And that was not fun at all.”, technical problems then, albeit formed within the 
home office, inevitably touches upon those situated at the site of viewing.  
 
Back at the office, sensor failure under a performance meant only one option, 
pulling the plug and allowing the system to reboot. “It was many times the 
longest two minutes ever when they (the suits) were restarted. It did, however, 
get better throughout the week.” Nanna and Camilla nod in agreement (Nanna). 
This was, nevertheless, somewhat expected and “Planet of the Secrets” had 
initially been written with a two and a half minute music video into the 
storyline, which had the advantage of prescribing a designated break for 
restarting the suits. Also, further down the line of performances, Anders, who 
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would spent the nights in-between re-evaluating and pondering solutions to the 
day’s technical complications, introduced an animated failsafe. More 
particularly, whenever they where forced to restart one of the suits, the 
animated figure wouldn’t just disappear as previously but stay on the screen 
with an automated motion sequence e.g. a simple wiggling of the ears. 
Subsequently, the actors would have to take over and act out accordingly.  
 
“The suit and microphone were separate, and I was then told that, if we 
became silent (throughout a reboot) the children would start crying because 
they thought we had died (the animated figures). […]So they would get upset if 
we froze. I was then asked to say stuff like, “Oh know, my muscles are really 
tense today so much so that I cannot really move”. (Amalie). 
Amalie then went on to describe how she used these opportunities to interact 
with the children until she could move again e.g. asking the children about 
possible remedies for muscle tension.   
 
The daily production surrounding “Planet of the Secrets” was always prone to 
obstacles and a recurring pattern emerged albeit towards the better.  
“It got better and better, Anders sat at night trying to fix the faults we had 
had within the show, cabling or sensors. So next morning when we arrived for a 
new performance it would work again. But then there were new problems and 
such it kept going. “(Amalie).  
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Anders and his workspace (7) 
 
Asking Anders about the suits’ final working conditions, he remarks on how the 
“Planet of the Secrets” offered him a period of pragmatic deduction.  Constantly 
altering and comparing each suit and performance, he slowly though 
progressively managed to reduce technological failure.   
 
“That which really caused problems, and which we first really solved up 
towards the second last performance, was that the usb hubs were not getting 
enough power. This meant attaching a large bundle of cabling to the back piece 
of each suit (resembling a deep-sea diver’s oxygen cord).  Plugged into a fixed 
electrical socket and dangling from the ceiling, actors’ were now only able to 
move seven meters in total, as well as I now had to keep following them around 
the stage so to re-align each chord. It was horrible, but it solved the problem of 
needing to reboot the system.” (Anders).  
 
Previous to this solution, he had even tried attaching a small cooling system, a 
small computer fan on each suits usb hub, with the conception that overheating 
had caused the reoccurring breakdowns. This subsequently turned out to be 
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obsolete once the power cables had been attached. Furthermore, ideas on how 
to, at a later time, advance upon the suit would also come to light through 
continuous use. One of which was the rearranging of the spatial mapping 
cameras. This was a problem that only appeared in coded form through the 
animation software. Translated, Anders could make out that when a camera is 
attached to calf of an actor, shakings from movement would distort the actual 
sequence of movement acted out by the performer. Subsequently, using the 
animation software, he was able to tell that while the calves were inadequate, 
the performers’ hips and torsos would remain relatively stabile, the best suited 
place for a camera.  
 
Following, it is quite interesting to point out and emphasise that when speaking 
with different individuals whom had participated in the “backstage” production, 
suits’ collapsing seemed to be surrounded by different interpretations, as did the 
reasons for Anders’ technical changes. For an example, for the production 
assistants; the cooling system was still a necessity and the mundane fruit basket, 
which in reality only kept the suits’ excess cabling at bay, had apparently been 
applied to also reduce the temperature. This Anders proceeded to debunk 
though brings forth interesting insight into the discourse surrounding applied 
animotion.   
 
Looking back, “Planet of the Secrets” contexts a period of technological 
ambiguity and the fostering of necessary organic social relations. Also, with the 
later also relevant to Jakob and Mathias, they, advocating and supporting the 
show, were able to hide the otherwise vulnerable processes unfolding 
backstage. Jakob expresses;  “But we were good at wrapping it all up, to stand 
on a stage at make is sound incredible. Yet in reality, all that remains is a boiler 
suit with a fan and basket.” (Jakob).  
 
Nevertheless, the actual performing of “Planet of The Secrets”, bringing together 
all elements of animotion, became a pinnacle learning experience and 
milestone for all of Rokoko. Although chaotic at times, animotion in practice 
! 37!
inevitably appointed re-adjustments in all corners of production, making 
headway into a new exciting phase of research and development. More 
particularly because it “[…] resulted (the tour) in procuring new funds so we 
could now complete the technology and construct the new prototype.”(Jakob).     
 
Post-“Planet of The secrets”  
Looking back, Looking forward 
Today, the result of the first “Planet of the Secrets” run stands materialised in the 
workshop, as well as its presence seems to conceptualise the current affairs 
throughout the office space. It is thus the unfinished prototype of the new suit 
labelled SALTO that grounds Rokoko in its future endeavours as a beacon of 
prosperity. More particularly, it manifests a change of technological 
construction and of conceptual purpose, each affecting the other.  
A result of their pragmatic exploration of animotion, granted by the 
aforementioned tour, is the technology itself that has now been rendered a 
suitable candidate for diffusion. Hereby extending their initial prospects of 
animotion, their motion-capture technology, specifically the suit, has been 
appointed a financially viable subject for participating in the technological race 
surrounding embodied technology. This is clearly portrayed in the latest revision 
of their business plan of March 2015, as well as it aligns with the expansion of 
Rokoko and crowd funding plans with a wish to mass produce the prototyped 
suit Salto (Appendix 4). Subsequently, it shows a restructuring of ownership. 
Maziar, the new robot engineer has become CTO, gaining ownership together 
with Jakob, Mathias, and Anders.  
Summing up the new headway within the company, the brand name Rokoko 
now stands next Salto as “Rokoko´s Salto”. Also a re-designing of former 
branding visuals is apparent. Having changed from the playful, vibrant almost 
innocent visual appeal linked to Cinema dell´Arte to a somewhat more grownup 
aesthetic and corporate demeanour; today’s graphical rendering of Rokoko 
conveys a dire wish for commercial prosperity and success. One that lies in 
Salto becoming a scalable product capable of “disrupting” the entire existing 
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motion-capture industry, offering effortless usability and mobility at a 
considerable lower cost (below a twentieth of the now going price of the 
existing optical systems). With respect to future goals, a strategy towards the 
diffusion of Salto is based on the possibility for early adopters via crowd funding 
and a branching of into three different consumer groups by 2016; the film and 
animation industry, the gaming industry, and the virtual reality scene. Further 
down the line, a dismissing of Salto as the main product seems hinted on, and 
Jakob reckons a more economical future resides in the software surrounding 
Salto. More particularly, a cloud based community where people pay to share 
and download personal applications specially created for Salto. This they call 
Salto Playground.  
Now, this all greatly aligns with Jakob’s wish to “democratize motion-capture 
technology”(Jakob) and conveys Rokoko as a niche venture moving into the fold 
of conglomerates. With newfound investments and plans to re-locate, Rokoko 
has concurrently instigated future plans of advancement where mass-production 
lies on the horizon and subsequently re-visions the design of a motion-capture 
suit. 
 
Sensor hub re-designed: Old suit vs. Prototype (8 & 9) 
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Thus the technological design of the new suit, contrasting the former budgeted 
development, will now undergo a more extensive collaborative process with 
new tools and personnel e.g. a new robot engineer and textile designer. 
Moreover, as the suit is now aimed at a broader consumer platform, its 
technological requirements differ in usability and accessibility in order to 
encourage diffusion. Nevertheless, it still glorifies its heritage with the same 
initial concept, albeit not as eye-catching for the academic who is enthralled by 
the sight of a weird looking basket suit.        
Pointing to a mannequin in the corner he, now knowingly, shows us how he 
has marked out where usb cabling is to be run along the seams of the new suit; 
“They are to be placed in a special way so they don’t fold, are as short as 
possible and at the same time don’t intervene.”(Anders). 
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The mannequin (10) 
Discussion 
We now look back upon the analysis and proceed to unfold and make sense of 
the above.  
Rokoko, Animotion and Actor-Network Theory 
Actor-network theory as a scientific method of enquiry, encapsulates 
technological development as a complex and dynamic process with a socio-
technical undercurrent. This is why Actor-Network theory encouraged an 
analytical approach able to render Rokoko to behold an intricate history of 
socio-technical collaboration and proceeded to extract its occurrence in the 
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materialisation of artefacts seen in the workspace today. Moreover, it was with 
an ANT attitude that we were drawn to decipher and recognise the suits as a 
gateway into the expanding network within Rokoko that is animotion. An 
expanding network that from initial thoughts on re-interpreting animation has 
continuously extended into broad and diverse inter-disciplinary field of 
development 
Through our investigation, we have been drawn to encapsulate and analytically 
illustrated four different historical phases within the development of Rokoko 
showing how the concept of animotion is correspondingly transposed. 
We have categorised the four phases of Rokoko as; “Princess and the Frog”, pre-
“Planet of the Secrets”, “Planet of the Secrets” and post-“Planet of the Secrets”. 
Representing an already occurred re-negotiating and re-assembling of actors 
within the overall network, each phase is a product of translation and aligned 
they illustrate the evolution of Rokoko and animotion.  
Looking at the socio-technical development of animotion within these phases, it 
has become clear that a particular socio-technical manifestation of animotion is 
directed by and tied to particular economical and organisational circumstances 
and conversely so.  
 
A Multi level perspective of Rokoko 
To understand the design process behind animotion, we have therefore 
proceeded to analytically assume the presences of two socio-technical systems 
within Rokoko as the total network. The first seen as the socio-technical system 
linked to the design and pragmatic exploration of animotion. Called 
“Animotion”, this network exemplifies such things as; the technological and 
performative elements surrounding the implementation and construction of the 
suit and the general scientific foundation for putting animotion in play and 
production.   
The second system encapsulated by Rokoko, is identified as “Jakob”, 
emphasising it as not an individual actor but representative of the organisational 
half of Rokoko, e.g., promoting, fundraising, human-resource and project 
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management, as well as storytelling. In other words, we are analytically scaling 
down and dividing Rokoko into two intertwined networks. Each categorised 
phase is then the momentary manifestation of Rokoko and its framing of the two 
dialectic socio-technical systems, the technological “Animotion” and the 
administrative “Jakob”.  
 
Although “Animotion” and “Jakob” are inseparable as they are non-
hierarchically part of the overall network, we analytically separate them as two 
different “socio-technical” systems so to illustrate how each encompasses 
specific practices and driving mechanism that, by influences the other moves 
and shapes the overall network. Thus reciprocally these two “socio-technical” 
systems maintain the momentary appearance of each particular phase because 
they together represent the total network of Rokoko.   
Strictly speaking, we look at the overall network Rokoko as a large web 
symmetrically divided by “Animotion” and “Jakob”, and the proportionate 
division is dynamic, it changes over time.   
Arguing then that the re-configuration of either fraction of the web alters the 
other towards a specific network totality, a different phase in the life of Rokoko.  
Understanding such a division allows us to present the design process of 
“Animotion” as facilitated by “Jakob” and likewise the other way around.  
 
Below we see a still rendition of Rokoko’s network subdivided into “Animotion” 
and “Jakob” (Figure 1). Here we see how each actor, although empirically 
different in materialisation and size, plays an essential and equal role in 
maintaining the network. It also illustrates how clusters of actors can be 
empirically identified. An example could be the separation between the 
audience and performers in applied animotion.  
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Figure 1. Rokoko Network 
Introducing Translation Intensity   
In order to articulate the expansion of Rokoko, we find it relevant to transpose 
the notion of translation, the coming together and momentary stabilising of 
actor relationships, to occur in two levels of the overall network.  Firstly, 
translation is seen between “Animotion” and “Jakob” in the coming together of 
the overall network. Here we see how Rokoko maintains and is fostered through 
the network negotiations between  “Animotion” and “Jakob”, in turn rendering a 
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particular phase. Furthermore, it is this configuration and division of 
“Animotion” and “Jakob” that conveys a certain phase’ realisation and focal 
activity. However, the perceived activity within each given phase is in itself a 
product of yet another level of translation.  
 
Thus expanding further, we hereby assume each socio-technical system within 
the overall network to be pervaded by translation.   
This is seen in how before “Animotion” and “Jakob” negotiate terms and 
network proportions in relation to the overall network, each undergo 
translations related to their area of Rokoko.  
If the certain phase empirically presents a heightened degree of technological 
engagement of “Animotion” e.g. “Planet of the Secrets”, then we propose it a 
phase where translation of “Animotion” surpasses that of “Jakob”. Nevertheless, 
translation still continues within the system of “Jakob”, but not as profound.      
This is where we would like to introduce the notion of Translation Intensity and 
Intermediary Intervals (see figure 2). 
 
When looking at a particular phase of Rokoko, what we are really depicting and 
directed to identify is network activity. Network activity refers to how, 
analytically, Actor-Network Theory directs our attention to relationships 
between actors, and this attention itself often allocated to relationships that 
stand out by being in a process of change. Network activity then, is the 
perceived momentum with which network relations are active and reshaping. 
Because a motion sensor breaks down and disrupts the overall network of 
sensors, we are immediately drawn to identify that sensor over one fully 
functional. Thus, although each actor is active within the network, it is the 
changing of the relationship that draws our attention. Those actors still active 
but associated an inert relationship we perceive as stable.     
 
Accordingly, we are drawn to recognise instances where activity in certain areas 
of the overall network, “Animotion” or “Jakob”, emphasises Rokoko’s area of 
expansion, its progress. Within our enquiry of Rokoko, we have come to see 
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activity as either intense or as we argue; the translation intensity is high, or the 
activity is steady where; translation intensity is low.  
 
Both areas of the network cannot simultaneously have high translation 
intensities. This is argued in that, for “Animotion” to undergo a period with high 
intensity translation e.g. the pragmatic, “in the moment”, research and 
development surrounding “Planet of the Secrets”, “Jakob” must remain more or 
less stabile so to maintain and support the overall network. If not Rokoko would 
fall apart as each “socio-technical” system is entwined and supported by each 
other. We can easily imagine if, at the time of “Planet of the Secrets”, the 
extensive technological troubleshooting and everyday practice surrounding the 
performance was concurrently affected by an extensive re-configuration of 
participants or removal of technological resources. Here, completely removing 
or altering the organisational structure, a simultaneous state of high translation 
intensity within “Jakob”, would break down the sustainable platform for 
“Animotion” to unfold.   Likewise, when “Jakob” undergoes a state of high 
translation, e.g. a period of intense promoting and fundraising, developing 
“Animotion” too must turn to a state of low translation intensity.  
Thus advancement occurs within a “socio-technical” system in a state of high 
translation intensity and demands the stable support given by a second system 
in a state of low translation intensity.  
 
Subsequently, we must recognise that low translation intensity is always 
apparent within one of the “socio-technical” systems. Relating to the example 
above, it comes to light in how; continuously, “Jakob” organically corresponds 
to “Animotion’s” high translation intensity. Seen in minute changes in 
organisational logistics e.g. changes in schedules or budget, done in order to 
combat certain technological requirements. Or opposite, abandoning 
momentary technological solutions, as “Jakob” requires the immediate use of 
technologies for public promotion.   
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In continuation, there can also be periods where both systems are prone to low 
translation intensity, these we call intermediary intervals and are phases 
between states of high translation intensity. Here, the momentary stabilising and 
re-negotiation between systems is apparent and resultantly decides which 
system should remain low and which could benefit the overall network with a 
high translation intensity. This emphasises again the dialectic attitude of the 
systems and how each acts as a gateway by introducing new actors into their 
combined network. For an example, the performers that act out animotion 
within “Animotion”, must first be introduced via “Jakob” through auditioning 
and contract negotiations. Thus rendered within an intermediary interval; is the 
moment where the socio-technical system of “Animotion” identifies the actor as 
suited for network adoption and translation between “Jakob” and “Animotion” 
is able to occur. 
  
With the idea of multiple systems in a state of low translation intensity, it is also 
relevant to understand how a network can originate from an already existing 
network. As mentioned above, development occurs when a “socio-technical” 
system e.g. “Animotion” with a high translation intensity is supported by a 
second grounding system e.g. “Jakob” with a low translation intensity, however, 
the case can be argued, that when their combined network initially spawned 
out of an existing network, both were able to maintain a low translation 
intensity. This is argued because they were supported by and fostered within an 
already existing network of with high translation intensity, “Animotion” and 
“Jakob” could equally expand and converge. Thus, we suggest that the 
translation and formation of networks occur within a state of low translation 
intensity, as they are cultivated within already existing networks. Concurrently, 
it is then the immediate “socio-technical” negotiation and translation between 
the departing systems that determine where the first focus of expansion should 
lie. Where a necessary high translation intensity is needed to further the overall 
network. As we see in the case of Rokoko, the system of “Jakob” was appointed 
the first area for high translation intensity as “Animotion” was conceived of 
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needing an organisational and economical infrastructure before essential 
development.  
 
It is important to recognise that the concept of translation Intensity and 
intermediary intervals is an analytical tool and that each relative to the enquired 
subject and particular to each framed instance. Emphasising that, periods of 
intermediary intervals and translation intensities may temporally differ, and high 
translation intensity and low translation intensity are mere contrasting references 
only able to appoint the distribution of activity within a greater network. 
Showing in specific instances which “socio-technical” system is more active 
than the other. This means that although future instances of low translation 
intensity may in fact involve actual activity referable to past high translation 
intensity, it still remains low because it is still surpassed by the recognition of 
high translation intensity.  Also, because translation intensity is scalable it can 
be applied to larger companies that have multiple projects on the go. One has 
but to analytically discern two of more “socio-technical” systems to compare.  
Thus we can now see, through out the overall development of Rokoko, how 
each “socio-technical” system, “Animotion” and “Jakob” shift in translation 
intensity with respect to the each other and where focus of expansion lies and is 
distributed in the overall network Rokoko.   
 
 !!!!!!!!!!!
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Rokoko: Different phases and shifts of Translation Intensity  !
When looking at the different phases of Rokoko, a shifting of translation 
intensity has been identified within “Animotion” and “Jakob” and a pattern 
emerges within the overall progress of Rokoko.  
 
“Princess and the Frog” 
In the beginning, the overall network (formerly known as Cinema dell’Arte) was 
established and granted by an already existing economical, social and 
technological platform.    
Thus, “Princess and the Frog” although founding and enabling the phases to 
come, conveys a moment where “Animotion” and “Jakob” each maintained low 
translation intensity. Not having to increase and maintain a focus in either 
aspect of the overall network, Rokoko initially formed out of an equally 
distributed translation with each of its “socio-technical” systems slowly and 
concurrently converging.   
 
Pre -“Planet of the Secrets” 
Departing from “Princess and the Frog” and the optical motion-capture system, 
this period encapsulates the coming together of Rokoko.  
With the formulation of Articles of Association, a converging of the economical, 
spatial, as well as staff (the performers also recognised as staff), the “socio-
technical” system of “Jakob” clearly maintained a state of high translation 
intensity grounding the organisational infrastructure of Rokoko, Consequently, 
the technological development of “Animotion” appears with low translation 
intensity. Here, “Animotion” only remains on paper and in the abstract and thus 
its perceived activity can be argued to be less proportional to the whole, yet still 
supports “Jakob”.  
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“Planet of the Secrets” 
This phase presents the “socio-technical” system of “Animotion” as maintaining 
high translation intensity. This is a period of intensive technological innovation, 
research and development and pragmatic exploration of “Animotion”. Re-
negotiating, converging and dismissing a multitude of actors, extensive 
translation occurred in the everyday. From appropriating existing technologies 
to its assimilation with traditional theatre, “Planet of the Secrets” represents a 
chaotic period of rapid and prolonged technological troubleshooting, a 
remarkable state of high translation intensity. Nevertheless, “Jakob” still remains 
in low translation intensity and is seen to respond with changes in the 
economical and logistical.  Also, as “Animotion” met continuous disruptions 
that affected the performance and exterior of Rokoko, from time-to-time, 
“Jakob” had to facilitate the appearance of “Animotion”. Seen in how Jakob 
sometimes had to face an audience so to give the performers and crew time to 
recalibrate.   
 
Post – “Planet of the Secrets” 
Today, Rokoko once again emphasises a pursuit for investment and the 
expansion of the company. Revolving around the recruitment of new staff, 
looking for a new office space and considerable advertising, a state of high 
translation intensity again lies within the “socio-technical” system of “Jakob”. 
With Salto (the prototype) often accompanying Jakob to fund raising and 
publicity events, technicians are in standby, and steadily and responsive the 
manifestation of “Animotion” appears with low translation intensity. 
Accordingly, “Animotion” is being re-formulated as new requirements and 
demands seep in through “Jakob”. Preparing itself to yet again become the 
centre of attention within the overall network, Rokoko.  
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Below is a graph illustrating the shifts in translation intensity aligned with the 
development of Rokoko, with both “Animotion” and “Jakob” equally generated 
with low translation intensity. Also, intermediary intervals and translation 
intensities are depicted as having the same temporal framing, which is purely 
descriptive.  
 
 
Figure 2. Shifts in Translation Intensity 
Final remarks 
Seeing the chronological development of Rokoko through the analytical 
concept of translation Intensity, we are presented with a process that unfolds in 
the relationship between two “socio-technical” systems, namely “Animotion” 
and “Jakob”. More particularly, these two integrated fractions dialectically 
shape their combined network Rokoko and maintain its state of expansion by 
successively taking turns to actively recondition and advance the overall 
! 51!
network. Thus as we see, phases within Rokoko’s development represent 
specific areas of maturing. Furthermore, what translation intensity also suggests 
is that Rokoko departed from an already existing “socio-technical” system. This 
offered an existing social, economical and technological platform able to 
support and enable the initial translation where “Animotion” and “Jakob”, while 
converging with each other, mutually developed with low translation intensity.  
Conclusion 
Animotion clearly encapsulates a theatrical exploration tied to extensive 
technological invention and pragmatic assessment. Concurrently, merging the 
social and technological along its path, it renders innovation and design as a 
dynamic and particular process aligned with socio-technical theory and 
network translation. Most notably, this converging can be seen in the 
performance of “Planet of the Secrets” as it uncovers a remarkable design 
process where animotion was continuously shaped and designed alongside 
implementation. A period of prolonged troubleshooting with performers, crew 
and technologies collaboratively re-negotiating applied animotion from being 
technologically unreliable into a captivating theatrical tool.  
 
Following the four phases of Rokoko and animotion’s departure from an existing 
motion-capture practice to implementation and further re-invention, 
animotion’s relative changing manifestation encouraged the identification of an 
economical and organisational infrastructure. This led us to analytically depict 
Rokoko as the framework and fostering of two heterogeneous yet symmetrical 
networks or “socio-technical” systems, “Animotion” and “Jakob” (see Figure 1). 
Firstly, “Animotion” encompasses the technological and performative elements 
surrounding the implementation and construction of the suit and the general 
scientific foundation for putting animotion in play and production. And 
secondly, “Jakob” pertains to the organisational half of Rokoko, e.g., promoting, 
fundraising, human-resource and project management, as well as positive 
storytelling. Maintaining and supporting each other, these socio-technical 
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networks together comprise the larger network that is Rokoko. Each historically 
perceived phase of Rokoko is then the momentary state and particular 
composition of both networks combined.  
In order to understand the changing manifestations of the two socio-technical 
networks within Rokoko, we have applied a multi-level perspective with regards 
to the translation and the negotiation of actor relationships occurring in two 
scales. Firstly, translation occurs within the combined network as the two 
systems come together and secondly each network, “Animotion” and “Jakob”, 
undergo translation within their specific domain of actors. However, as we must 
recognise that each network is essentially dialectically bound and translation is 
always to some extent occurring within each network, we have proceeded to 
introduce the analytical concepts of high and low Translation Intensities and 
Intermediary Intervals (see Figure 2). Through translation intensity it is possible 
to illustrate the proportioning of network activity and which network remains 
seemingly stabile in order to support the other. Thus, where Rokoko is attentive 
to a specific agenda, be it technological design or economical funding, the 
relative network will empirically be perceived with high translation intensity and 
the other with low translation intensity. Moreover, with high translation intensity 
representing a heightened state in which concrete network expansion occurs, 
low translation intensity, on the other hand, represents a lower state of 
reciprocal translation as the supporting network. This also emphasises that both 
networks cannot maintain high translation intensity without breaking down their 
mutual network. 
We have in turn rendered each phase within Rokoko’s timeline to be attributed 
a specific distribution of translation intensity, which led to an understanding of 
the development of Rokoko as distinguished by the shifting and re-allocation of 
high intensity translation between “Animotion and “Jakob” (see Figure 2). And 
today, expanding into the commercial domain, Rokoko once again emphasises 
a pursuit for investment and publicity with “Jakob” maintaining high translation 
intensity. A state of expansion that remains similar to the first period of high 
translation intensity.  
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Furthermore, we use the notion of intermediary intervals to represent the breaks 
between high intensity translations. Here, both networks attain low intensity 
translation while they steadily negotiate and re-stabilise relative to the newly 
introduced actors now part of their combined network. When settled, a system 
is then appointed the favourable network to obtain a period of high intensity 
translation. Subsequently, an understanding of intermediary intervals reflects 
upon the initial establishment of Rokoko. We argue, that “Animotion” and 
“Jakob” came to be with both systems occupying low translation intensity 
because they were cultivated and supported within an already existing 
organisational and technological network.  
 
Understanding the notion of translation intensity and intermediary intervals 
forces one to recognise the division of multiple departments or responsibilities 
within a company’s overall network and how they relate. Hereby presenting the 
opportunity to facilitate and coordinate design processes so agendas do not 
contend each other and are optimally sequenced.  
 
On an ending note, our enquiry into Rokoko expanded on a socio-technical 
field comprised of a manifold of noteworthy complexities for further 
examination. Firstly, the process of designing and learning to use embodied 
technology that unfolded between the technicians and actors would be a 
fascinating focus, especially with animotion and motion-capture technology 
presenting new requirements and demands upon user and designer. Secondly, 
attention may be sought upon the notion of ontological multiplicity as 
animotion revolves around virtually representing reality. And thirdly, one could 
investigate discourses within an actor-network. We see this to be important 
because different practices within the network obtained different understandings 
of their mutual network e.g. Anders and Nanna gave two different explanations 
of technological solutions.    
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Reflection on the project work 
An exciting story in an article (Helweg 2015) was being written while we, the 
authors of this paper, were seeking for a company for our case study, and 
became as such our entry into a profound interest in Rokoko. Our main criteria 
for the project work being an explicit innovative start-up company focused 
within the area of new designs and technologies. Moreover, we were looking 
for a company that would allow us to engage as embodied observers into their 
daily working routines, and talk to and/or interview the staff and management. 
The article was part of marketing the setting up of a new children's play “H. C. 
Andersen lever” by Rokoko at Baggårdsteatret in Svendborg, and was being 
written by a friend of us, Rikke Helweg. She had just returned from a meeting 
with Jakob Balslev, the Chief Executive Officer of Rokoko, and was thrilled to 
tell us about their innovative concept of Animotion – a sensor based suit that 
afforded a new artistic expression as a mash-up of animation, theatre and film, 
computer games, and circus. She described how this concept revealed up until 
now unseen possibilities of talking and interacting with animated characters like 
e.g. Baloo. And, that the play was not a fixed program but progresses in the 
tension between audience and the animated characters on the screen as a live 
animation film, where the characters are controlled and acted by professional 
actors from an external position. And in addition, the technology seemed to 
have an exceptional impact on autism, which was now being exploited in 
collaboration with researchers at the University of Southern Denmark. Further, 
the Rokoko team consisted of young highly educated people working together 
in an inter-disciplinary field, and was on the move to become internationally 
recognized. 
  
We were excited as well and after researching the Internet for more information, 
we decided to have a go on contacting Jakob Balslev on the phone. He was 
immediately very open-minded and interested in our work, and agreed to work 
with us. Soon he had instructed Nanna Jelsgaard, the Production Manager, to 
engage with us and assist us during the time of our investigation. Naturally, we 
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were very appreciative for such a welcoming, and during our time at Rokoko 
where often embraced by Jakob. Especially appreciated of the way he was 
interested, open-minded, knowledge sharing. This of which all positively 
affected our following teamwork, and inspired us to do a good job. 
  
Collecting data through ethnographic observations and formal/informal 
interviews were the more fun and inspirational part, but at the same time the 
more confusing and disoriented part, because as mentioned in a previous 
section, we had by coincidence engaged with Rokoko while in the middle of a 
major transformation process. Seeing clearly the cohesion between low and 
high intensities had its own duration time, despite we actually conceived of the 
idea to follow what seemed the main sustainable relation, Jakob and the suit, at 
a quite early stage. We progressed in loops within higher and lower pace. 
Sometimes regretfully because we had some setbacks due to the complexity in 
which we had landed, and worked in sort of blindness throughout the first half 
of this rapport having difficulties explicating the specific research question. It 
was not until writing the discussion section that what we identified the socio-
technical network of “Jakob” and the socio-technical network of “Animotion” to 
be different sides of the same coin, Rokoko. 
  
Our work process and progress have been but linear. Our initial interest was to 
enquire upon the technological aspects in connection with how performativity 
at two stages (front/back stage) were played out. But as it turned out Rokoko was 
not rehearsing or doing any live performances during our limited time available 
of investigation. We had also discussed focusing on the socio-technological 
aspects of entrepreneurship in innovative start-ups and the suit, as the new 
technology that allowed the entrepreneur to exercise his abilities within a 
business progression. Also, the choice of theory to apply would change from 
time to time, aside from our initial wish to break up the apparent Rokoko 
assemblage into small parts. We would do so by looking for patterns and traces 
that come to constitute the Rokoko. Much inspired by Bruno Latour & Emilie 
Hermant in “Paris: Invisible City” with: “To take it all in at once, to ‘dominate it 
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at a glance’, to calculate the flows, Paris first has to become small” (Latour & 
Hermant 2006:4).  
The complexion here being to formulate the objectives and limitations, 
otherwise we would have gathered overwhelming data and possibly have lost 
focus, which sometimes happened. But we have been good at communicating 
and re-directing one another when needed. 
 Albena Yaneva in “ The Making of a Building” inspired us to keep on track 
throughout our work in relation to the descriptive parts of the analysis (Yaneva 
2009). Meaning that no tiny detail would be considered too tiny to describe and 
to look at practices in order to reassemble the socio-technical network of 
Rokoko.       
 
As indicated above we have had quite a few interesting academic discussions 
on how and what to focus on and which theories to apply, leading to an 
elaborated understanding of the theories themselves, their academic width and 
limitations, and of the many aspects to consider in regard designing and 
structuring such a project work. Including the choice of writing style. Another 
aspect was that of our workspace. Lewis and I live far apart, so our teamwork 
has been structured to compensate as much as possible for the rather long 
distance between Copenhagen, Odense and our place of study, the University 
of Roskilde. We decided to work collaborative online within Google docs and 
to partly engage in tutoring sessions on Skype. We consider it to be a quite 
functional and satisfactory experience. Of course, people staying within the 
same physical space have a more direct and embodied talk, but it was not 
significantly different than by physical presence, and might be recommended 
for future long distance collaborations.  
It has been an informative and positive process highly based upon mutual 
respect, empathy and sympathy. And, based upon an individual ambition to 
succeed in doing one's best and thereby enhancing our collective work.  
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